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Introduction 
There is so much knowledge about art history readily available in our shared 
contemporary world. Creating art in 2017 means engaging with previous ideas 
and historical movements, and the work created is therefore analysed with 
inherent signifiers and conventions. Even if an artist attempts to negate a 
correlation with art history, their practice is consequentially connected to 
previous movements throughout history. In recognising this, the following 
research paper will investigate a brief history of installation art, and the 
ideology surrounding the production and occupation of space. This also 
includes the audience’s experience and perception of that space. These are 
explored through the relevant movements, for instance Minimalism, as well as 
through particular artists.  
The gallery context imposes common thematic ideas and assumptions that 
are instilled into the exhibited works. What then does it mean to occupy and 
produce space in the gallery? The first chapter, Painting in the Expanded 
Field: Installation Art and Space as Medium, will explore the interrelation that 
installation art has with an activated space, its relation to the viewer, and the 
preconceived notions of the gallery space. Historic precedent to the author’s 
practice is explored in reference to Marcel Duchamp’s Mile of String 
installation at First Papers of Surrealism Exhibition (1942). This installation is 
not only a precursor for space orientated artistic intervention and production, 
but it also resonates with the author’s practice through the material choice of 
string.  
Drawing and linear form conventionally has been associated with paper, or 
more broadly the two-dimensional picture plane. The second chapter, The 
Line in Space: Spatial Design, Perception, and Perspective, will explore the 
idea of shifting linear form from the two-dimensional plane into three-
dimensional space through non-representational installations. It explores the 
interrelation between line, environmental perception and installation art in the 
audience’s experience of the space through created perspective and spatial 
design. Also, in this chapter, American sculptor and installation artist Fred 
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Sandback is used as a case study. Sandback has been chosen as his 
practice reflects the author’s research interest, not only through his reductive 
use of string within the gallery setting, but also for his acute sense of spatial 
design, audience perception of architecture, and linear perspective in the 
expanded field.  
When identifying relevant art movements, significant links to the author’s 
practice are apparent with Minimalism. The third chapter, Working Minimally 
within Architectural Space, will explore the similarities in the approach, subject 
matter, materials and focus on surrounding space. Additionally, this chapter 
explores wall painting as a mode of expression, and working site-specifically 
within the architectural surroundings. Included as a case study in this chapter 
is the wall painting practice of German abstract painter Blinky Palermo and 
American conceptual and minimal artist Sol LeWitt.  
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Chapter One 
Painting in the Expanded Field: Installation Art and Space as Medium 
There is a seepage of energy from art to its surroundings.1 
Brian O’Doherty 
This chapter will consider the implications of creating and working with space 
as an artistic strategy within the framework of the gallery setting. Installation 
art differentiates itself from other modes of expression through its spatial 
structure and engagement with the viewer. It is a multi-dimensional, sensory 
experience that creates a dialogue between multiple elements to produce an 
active and dynamic space.2 This process may draw attention to the way in 
which the audience navigates their body through the gallery space as dictated 
by the contextual conventions. The gallery, not unlike a place of religious 
worship, is entered with a sense of reverence. Traditionally, and still in certain 
galleries today, the audience partakes in choreographed movements, 
standing before an object (a resolved entity), taking a moment to appreciate 
and then moving along to its neighbour.3 The ‘white walls’ are there to 
establish a sense of neutrality. That is, an attempt to provide artists with a 
tabula rasa on which to hang artworks with no sensory distractions for the 
audience.4 However, installation art expands the focus from the object to 
incorporate the surrounding space, whether that is tangible or intangible. This 
delimitation of objectivity into the expanded field allows for the space in its 
entirety to create meaning rather than solely being a place to view objects. 
Additionally, the audience is invited to share in the artist’s ability to reimagine 
the physical setting and construct a space within an existing framework.  
When working spatially, audience presence and perception of the installation, 
and context become artistic materials. Therefore, the artist/audience 
1 Brian O'Doherty, Inside the White Cube: The Ideology of the Gallery Space, 
Expand ed. (Berkeley, California, London: University of California Press, 1999). 69. 
2 Anne Ring Petersen, Installation Art: Between Image and Stage (Copenhagen: 
Museum Tusculanum Press, 2015). 
3 O'Doherty. 
4 Ibid. 
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relationship is vital in installation art. The artist encounters the space and then 
elements within are aesthetically organised so as to affect the space as 
encountered by the audience.5 The spectator’s role is no longer passive in 
viewing the work as they are invited to form the artwork through their own 
perception, and influence the form and perspective through their physical 
point of view and movement around the space. The artwork therefore, 
becomes fluid and the space is activated via open invitation to the audience to 
experience the work multi-dimensionally.6 Installation art therefore, 
contributes to a redefinition of the artwork/audience relationship, as the 
audience can be seen as a co-producer to the work rather than a passive 
spectator. This is because despite the artist’s reconfiguration of the space and 
vision in altering the structure of the space, it is the audience’s changed point 
of view, gaze, and interpretation of the spatial relation that injects life into the 
work. Hence, it is this dynamic relationship with the perception and 
involvement of the audience that becomes the artistic strategy in an 
installation.  
Constructed spaces within the gallery lead to a heightened sensitivity to 
space, and the bodily movements dictated by it. These ideas have been 
explored throughout history with installation art. As a way of expression, 
installation art lends itself to this exploration through the active involvement 
inherent in its effectiveness and awareness of the surroundings. An artist’s 
construction of the environment around the audience encourages them to 
navigate the space in a more physically involved way and may highlight the 
limitations the gallery context enforces on the viewer’s experience of art. The 
Dada artist Marcel Duchamp explored these ideas in his string installation, 
Mile of String at the First Papers of Surrealism exhibition in 1942. The work 
consisted of a seemingly disorganised web of string stretched around the 
gallery. It connected walls (where other artist’s works were displayed), ceiling, 
and floor without a specific order or system. 7 In doing so, Duchamp created a 
5 Petersen. 
6 Ibid. 
7 T. J. Demos, "Duchamp's Labyrinth: "First Papers of Surrealism", 1942," October 
97, no. 97 (2001). 
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barrier between the audience and the other exhibited works and disrupted the 
systematic movement with which the audience would usually navigate a 
gallery setting. Reminiscent of Duchamp’s concerns in his series of ready-
mades, his installation expanded the conceptual ideas from the objects into a 
bodily and spatial experience. Duchamp’s 1942 installation was a 
reconsideration and reimagination of the gallery experience. His expansion to 
occupy the space redefined expectations and modes of viewing artworks.8 
Not only did the work effect how the audience could move and stand within 
the gallery while attempting to view the paintings, it also provoked thought 
about the connection between artworks in a space. This can be seen through 
the literal connection of paintings by string, but also by encouraging the 
audience to navigate the space in an unusual order and simultaneously draw 
attention to the fact they would have moved in a different and regulated way 
without Duchamp’s intervention.  
Fig. 1. Marcel Duchamp. Mile of String installation view. First Papers of Surrealism 
exhibition. 1942, New York.  
Mile of String was radically different from the pictorial representations of other 
exhibited paintings at the First Papers of Surrealism exhibition, and the other 
works fell into the background as a kind of wallpaper to Duchamp’s 
8 Briony Fer, "The Somnambulist's Story: Installation and the Tableau," Oxford Art 
Journal 24, no. 2 (2001). 
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construction of space.9 Duchamp considered the audience’s movement and 
perception as a significant element within the work, which consequentially 
extended his practice into the expanded field. That is, his artistic strategy was 
not just his use of tangible string but also the viewer’s participation and the 
activated space, as they are paramount to the meaning of the work. The 
space constructed by Duchamp impacted the audience’s encounter of the 
space, which then formed meaning and created the work. Without the 
audience to engage with the installation it would not have had the same 
significance. Hence, occupied and experienced space is the medium for the 
work. Duchamp’s installation set historic precedent for installation art that 
sharpens awareness of gallery conventions and dictates a new form of art 
whereby the audience’s encounter with space is the medium, rather than the 
displayed object.10  
Through studying Duchamp’s engagement with space in the gallery and the 
audience’s active participation in the work, the significance of considering the 
audience’s encounter with, and dynamic relationship with, the space is clear. 
When constructing space to exhibit, the artist must be able to anticipate the 
gaze, movement and perspective of the audience. It is important to create an 
installation piece with a consideration of the viewer, tangible material, physical 
space, and the complex interrelation of all elements in producing an effective 
installation.  
Installation art carries a sense of ephemerality where the viewer is immersed 
in a spatial and temporal experience.11 Therefore, installation art has a special 
relationship with photography as it allows others to share in the viewing of the 
temporary and often site-specific installations. However, as explored above, 
the work is dependent on the involvement of the audience. This is 
emphasised as being an extension into the expanded field and space, as 
opposed to the audience simply being there to see it. Centrality is given to the 
physicality and movement of the audience allowing for the dynamic and multi-
9 Demos. 
10 Petersen. 
11 Fer. 
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sensory experience. The photographic archive then can be seen as an 
attempt to perpetuate the artistic gesture.12 But this can be problematic as the 
audience’s physical engagement with the work is vital to the meaning and 
interpretation of the work. As German abstract painter Blinky Palermo stated, 
“[The work] does not stay in the photograph; it stays only in the memory of 
someone who actually stood inside”.13 After painting in the expanded field, the 
site-specific installation is reduced back into the flat picture plane when 
documented. The camera turns everything into a representational image and 
composes all subject matter into the framework of photography.14 So in 
recognising the importance of photographic documentation to the 
perpetuation of a collective memory and history of installation,15 it is important 
also to note that this is not a full representation or experience of the work. The 
unique impact of an installation is lost when the constructed three-dimensional 
space is rendered two-dimensional. This should be kept in consideration 
when viewing documentation of artists’ installations in this research paper. 
12 Biljana Jancic, Unsettled Present: The Politics of Space in Contemporary Art 
(Sydney College of the Arts University of Sydney, 2012). 
13 Christine Mehring, Blinky Palermo: Abstraction of an Era (New Haven: Yale 
University Press, 2008). 92.  
14 Fer. 
15 O'Doherty. 
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Chapter Two 
The Line in Space: Spatial Design, Perception, and Perspective 
Spatial existence is the primary condition of all living perception.16 
Maurice Merleau-Ponty 
I always sought to work outside of the canvas…I prefer to see art as more 
fluid, open and malleable.17 
Nike Savvas 
This chapter will explore installation’s ability to bring the view of a line and its 
relation with time and space into the physical space surrounding the viewer to 
create a multi-dimensional work of art. Although the line is mathematically still 
a point with a beginning and end, it can be delimited and expanded from the 
constraints of the flat picture plane, for example paper or canvas, to be 
welcomed and experienced in the third dimension. This enables the 
exploration of spatial relation as artistic composition and the ability to create 
different perspectives for the viewer and the environment. Once in real space, 
there are many possibilities for interpretation, for instance social space, 
political space, or cultural space.18 The author’s practice will be primarily 
focused on engaging with the physical space surrounding the work and 
viewer.  
Once the linear form is brought into the third dimension, it allows for an 
exploration of spatial design and changed perception. Installation art, as 
explored through the author’s practice, is non-representational, that is, with no 
specific reference to the outside world or narrative. Rather, it is about bringing 
the linear form and image into physical space. The only connection to the 
outside world is the space it occupies.19 The work co-exists with the space we 
16 Mehring. 
17 Nike Savvas et al., Nike Savvas: Full of Love, Full of Wonder (London: Black Dog, 
2012). 52. 
18 Museum of Modern Art. “On Line: Drawing Through The Twentieth Century” 
Website publication 2010. www.moma.org/interactives/exhibitions/2010/online/ 
19 Petersen. 
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live in, as framed within the boundaries and walls of the exhibition space. The 
fundamentals of space consist of length, width, and height and when 
translated into the gallery these are ceiling, walls and floor. They are the 
basics of three-dimensional perception.20 These physical boundaries and the 
intangible space within have an interrelation that simultaneously allows them 
to exist. Without the boundaries of space there would be no materialised 
space to work with, and no space to objectify. As American sculptor and 
installation artist, Fred Sandback suggested, “Interiors are elusive”.21 That is, 
once you take away the boundaries, the interior does not exist.22 The spatial 
relation and extension of linear form into the third dimension heightens the 
audience’s sensitivity to the space they experience day to day through the 
activation of the space and the audience’s perception of the space. Through 
the practice of expanding the lines physically out of the walls, floor, or ceiling, 
the linear composition extends from the flat picture plane into the spatial 
design of line, and other elements such as shadow and colour, in space. The 
audience, therefore, is confronted with a sensory immediacy that reveals the 
environment and enlarges the drawing to occupy physical space.23 Through 
expanding the line into space, the artwork becomes an aesthetically 
organised space and exceeds its own spatial boundaries.24  
An environment can be experienced only from a viewpoint, and perspective is 
always part of this perceptual process. When navigating throughout a space 
the body is provided with spatial information and can process the information 
only from one place in the environment at a given time.25 These same 
principles apply when working spatially with installation art and help form the 
basis for the practice. As the body moves through the space the work is 
perceived in its entirety with a series of relations. The movement and 
dynamism of vision and gaze renders the space a sculptural entity26 to be 
20 Friedemann Malsch et al., Fred Sandback (Ostfildern: Hatje Cantz, 2005). 
21 Ibid. 29.  
22 Ibid. 
23 Claire Bishop, Installation Art: A Critical History (London: Tate, 2005). 
24 Petersen. 
25 Sarah Elizabeth Kriz, "Perspective in Spatial Perception, Representations, and 
Descriptions" (ProQuest Dissertations Publishing, 2006). 
26 Edward A. Vazquez, "Fred Sandback's Perspectives," Art Journal 71, no. 3 (2012). 
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seen from all angles, from within and without. The relationship between 
audience and space forms a unification of architecture, painting, and 
sculpture, exploring spatial relation and perspective as elements in a greater 
artistic whole. 27 However, the way that installation is intended to involve the 
surroundings and the audience allows for an arguably more intense 
experience as opposed to sculpture and traditional painting.28 Australian artist 
Nike Savvas creates works that blur boundaries and disciplinary categories 
between painting and sculpture. By pushing her lines into the expanded field, 
Savvas transforms materials from the ‘non-painting’ realm, such as wood and 
wool, into optical experiences that immerse the audience perceptually.29 Her 
works, as exemplified in Sliding ladder (black with white pentagon) (see 
Figure 2 and Figure 3), demonstrate how artists may use string lines and 
composition to produce an altered experience of space for the audience and 
also highlight the effect that viewpoint and composition have in the perceptual 
experience.  
 
 
Fig 2. Nike Savvas. Sliding ladder (black with white pentagon). Wood and wool. 2 x 3 
x 2.8m, 2012.  
 
                                                      
27 O'Doherty. 
28 Petersen. 
29 Savvas et al. 
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Fig. 3. As above. Detail. 
Installation art helps to highlight that all artworks depend on the viewer’s 
perspective, however, what differentiates installation is the physicality through 
which this idea is conveyed. Through creating depth and perspective within a 
work, and also enabling the audience to participate from different physical 
perspectives, it highlights many of the perceptual notions we undertake while 
experiencing any form of art. Additionally, it emphasises subjectivity as a 
basis for aesthetic appreciation.30 This is in the way each individual in the 
audience will move around the work and experience it in their own way, not 
necessarily grasping all angles or experiencing the work for the same duration 
as others. The artworks’ meaning or effect, and the viewers’ experience 
depend on who they are and where they stand, but also how they feel. The 
work becomes dynamic and a living spatial entity for as long as the audience 
members are there to experience it in real time. 31 This may be defined as a 
kinaesthetic encounter between the audience member and the work, as 
movement is key. 
The audience participation inherent in spatial installation reflects the human 
existence of perception and encountering environments. When processing an 
environment, the mind linearises objects and relations between objects in a 
30 Petersen. 
31 Jim Campbell et al., Jim Campbell Material Light (Ostfildern, New York: Hatje 
Cantz, 2010). 
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sequence in order to understand.32 It is an interesting correlation to then 
explore the line in space as a significant aspect of installation, as it articulates 
this idea artistically, but also literally. The author’s studio research aims to 
explore the line and space, and the line in space, ideally to create a work 
where the linear form and perspective have no stagnant existence, and may 
change and continue beyond the physical space (or appear to). Fred 
Sandback, an influential artist on the author’s practice, will be explored below. 
32 Kriz. 
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Artist Case Study: Fred Sandback 
A significant artist in the exploration of material space is American sculptor 
and installation artist, Fred Sandback (1943-2003). With a background in 
philosophy and sculpture at Yale School of Art and Architecture, and the 
influence of minimal artists such as Donald Judd, his practice explores 
reduced form and line within large spaces and material immateriality. 
Sandback’s linear constructions combine his tangible material (wire and 
acrylic string), with open space as material to form spatial configurations that 
redefine and alter the perception and experience of space.33 With reference to 
two of his installation pieces, this case study will consider his practice in 
regards to the viewer’s experience of space, linear form, and spatial design 
incorporating architecture. The chosen artworks for this case study are 
Untitled (2011) (See Figure 4) and Untitled (1989) (See Figure 5).  
Fig. 4. Fred Sandback. Untitled. Mudam Exhibition. 2011, Basel. 
33 Fred Sandback, Gallery Yale University. Art and Museum Contemporary Arts, Fred 
Sandback: Sculpture (Seattle, Wash, Houston Tex, New Haven, Conn: Yale 
University Art Gallery, 1991). 
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Fig. 5. Fred Sandback. Yale 20: Untitled. Yale University Art Gallery. 1989, 
Connecticut. 
Sandback’s works convey a conceptual dematerialisation, highlighting the 
materiality that can be created in a space, which is seemingly immaterial 
before his minimal intervention.34 The viewer’s experience of space is key in 
these constructions. Through considering the space and objectifying it, 
Sandback encourages the audience to feel the materiality of the space they 
stand in, and experience it effortlessly as a solid.35 The works create a 
dialogue between the work and the viewer. That is, depending on where the 
viewer is standing, their experience from that point changes their perception 
and perspective of the installation, and therefore, affects their experience of 
the work and space. As the audience moves, the perceived shapes become 
dimensional, the flat lines forming perimeters of solid holes and constructing a 
complex environment through individual perception.36  Paradoxically, 
Sandback’s minimal approach results in a multifaceted work of art. His 
practice encourages the viewer’s eye to see what surrounds the tangible 
material object and perceive it as part of the installation. That is, the audience 
34 Vazquez. 
35 Malsch et al. 
36 Ibid. 
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experiences the invisible plains created by the line in space, and the 
sculptural forms also embrace shadow lines as part of the piece. As seen in 
both Untitled (2011), and Untitled (1989), this adds depth to the piece that 
further expands the spatial design of the work to include not just the material 
but also elements from the works’ surroundings. In this case these include 
lighting and shadow.  
 
Sandback displays a critical awareness of the effects a deceptively simple line 
sculpture has when installed in space, although his works are very precise 
and specific to the site.37 Physically, an object line created through wire and 
string within an occupied space adds very limited mass and tangible 
materiality. Instead, the linear form when pushed into the third-dimension 
creates perspective for the audience, additionally changing depending upon 
where they are standing to engage with the work, and consequentially creates 
multiple vantage points to produce space through the perception of the 
viewer. The line in space constructs a design. Sandback’s lines 
simultaneously slice through space and create space. For example, when 
experiencing Untitled (2011), the audience’s perception of the work is not only 
stretched line but also invisible planes, shapes, solid forms, highlighted 
structural and architectural elements of the room, and even an awareness of 
space that we experience often.38 These spaces include interior rooms and 
gallery settings. Sandback’s installations, therefore, occupy reductively but 
complexly, with a sense of harmony and intense interaction between the 
viewer and space.39   
 
Sandback activates the architectural setting surrounding his linear 
configurations as a key element in his constructed artistic spaces. As evident 
in Untitled (1989), the linear form draws the viewer’s gaze up toward the 
ceiling, revealing the architectural elements within the gallery setting that 
would otherwise go unnoticed as the concentration of the audience is 
                                                      
37 Vazquez. 
38 Fred Sandback, Gallery Yale University. Art and Museum Contemporary Arts, Fred 
Sandback: Sculpture (Seattle, Wash;Houston Tex;New Haven, Conn;: Yale 
University Art Gallery, 1991). 
39 Malsch et al. 
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normally directed at other displayed works at eye level. The lines have no 
inherent direction, however, they affect the audience’s experience of space 
and create a certain perspective so as to affect the audience’s encounter with 
the space. Sandback instils the shapes and form within this architectural 
space with a sense of centrality to the work and simultaneously the spectator 
is invited to share in the artist’s spatial awareness and ability to reinvent the 
physical space as art. Untitled (1989), highlights the shapes, lines and 
patterns on the ceiling and this adds layers of depth to his line sculptures. 
Similarly, in Untitled (2011), Sandback’s use of line frames the space as to 
highlight the corners and the geometry of the boundaries of space. That is, 
the lines highlight the corners and relation between the corners, those of wall 
to wall and also wall to floor. His work forms a structure within an already 
structured space, and this is done with an integral understanding of the work’s 
relation to, and existence within, its surroundings. Sandback’s practice, as 
evident in these two works, are constructed with fundamental concern for the 
relation to the architectural settings and structure.40  
 
In studying linear form in the third dimension, perception and spatial design, it 
becomes clear that minimal intervention and addition to the space can have 
significant impact in the production and experience of space. When 
constructing an installation space, consideration for the physical scale, 
implication of line placement and the audience’s gaze, and various vantage 
points to experience are vital in producing an effective installation. The aim is 
for the viewer to become engulfed in a space, experience it completely, in real 
time and through multiple senses, through understanding the fundamental 
dimensions of space and spatial design. Installation then, can be produced to 
be a space transformer; a dynamic shift in perception that invites a reinvention 
of, or consideration for, the space the audience encounters through the 
work.41  
 
 
 
                                                      
40 Sandback, Yale University Art and Contemporary Arts. 
41 Savvas et al. 
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Chapter Three 
Working Minimally within Architectural Space 
Painting and sculpture have become set forms. The use of three dimensions 
isn’t the use of a given form … [they are] a space to move into.42 
Donald Judd 
Minimal art is as much kinaesthetic as it is visual.43 
Francis Colpitt 
This chapter will identify points of relation between the author’s practice and 
Minimalism, in particular incorporating architectural space, the involvement of 
the viewer, and choice of material. Minimalism as an artistic movement 
challenged the way that art was experienced by the spectator and the material 
process by which it was made. The movement, developed primarily in the 
United States in the 1960s, may be described as abstract, geometric painting, 
sculpture, and encountered spaces or environments.44 A main point of 
difference between minimal art and other movements was its focus on 
occupying space and activating the surrounding space as part of the work.  
Large scale contributes to the activation of space as the environment created 
leads to movement in the spectator in order to grasp the work’s entirety. Many 
minimal works aimed to surround the spectator and close the gap between 
viewer and object in the gallery setting, allowing the space to be experienced 
by the audience. As explored earlier, installation art can create perspective 
and form an environment to be navigated by the audience in order to 
understand it and it is therefore apparent that installation and Minimalism can 
be understood in many of the same ways, and also by using common 
language. Minimalists sought to involve the viewer, physically and with 
42 Donald Judd, Complete Writings 1959-1975: Gallery Reviews, Book Reviews, 
Articles, Letters to the Editor, Reports, Statements, Complaints (Halifax, Nova Scotia, 
New York: Press of Nova Scotia College of Art and Design, 1975). 184. 
43 Frances Colpitt, Minimal Art: The Critical Perspective, vol. no. 34 (Ann Arbor, Mich: 
UMI Research Press, 1990). 73.  
44 Ibid. 
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consideration for the shifts in perception that occur as they move around the 
work.45 The author’s practice aims to merge the kinaesthetic with the visual, 
as a form of artistic appreciation while encountering a space, and this 
resonates strongly with Minimalism. Perception is a key exploration in 
understanding art, and overtakes reference from representation and 
intellectual realms.46 Even if the artist and the audience do not share many 
commonalities, they share the material world they occupy, and therefore, 
space is the element that is focused on in minimal works by acknowledging 
the surrounding room and perceptual experience. 47 The only reference the 
object has to the world outside itself is the extension of the object into the 
three-dimensional world, to be encountered by the audience in a kinaesthetic 
confrontation.48 It is through the strategy of scale that the work extends to be 
understood as environmental, and this creates the perceptual and physical 
engagement.   
Minimalism incorporates many styles, not limited to installation, and also 
includes painting and sculpture. The American conceptual and minimalist 
artist Sol LeWitt constructed and directed many wall paintings and also 
minimal sculptures that engage the viewer in a more dynamic and 
kinaesthetic way. His work Cubic Construction: Diagonal 4, Opposite Corners 
1 and 4 Units, 1971, embraces shadow lines as part of the works and these 
shift depending on the light source. The lines move with the audience, 
allowing for a new perception and work that expands into the external factors, 
that is, audience placement, perception, and light/shadows. The audience’s 
movement allows the line to move and therefore, exist in a new fluid way.49 
Similarly to the author’s practice, the work invites the audience to move 
45 Museum of Modern Art. “MoMA Learning: Minimalism” Last accessed 15/05/17 
https://www.moma.org/learn/moma_learning/themes/minimalism 
46 Dan Flavin, Klaus Gallwitz, and Main Städtische Galerie im Städelschen 
Kunstinstitut Frankfurt am, Installationen in Fluoreszierendem Licht, 1989-1993 
(Stuttgart: Edition Cantz, 1993). 
47 MoMA. “MoMA Learning: Minimalism” Last accessed 15/05/17 
https://www.moma.org/learn/moma_learning/themes/minimalism 
48 Colpitt. 
49 MoMA. “MoMA Learning: Minimalism” Last accessed 15/05/17 
https://www.moma.org/learn/moma_learning/themes/minimalism 
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around it in order to understand it, as opposed to smaller scale, representative 
objects that may be grasped at once.  
 
 
Fig. 6. Sol LeWitt. Cubic Construction: Diagonal 4, Opposite Corners 1 and 4 Units. 
White painted wood, Museum of Modern Art. 1971, New York. 
 
The choice of industrial materials highlights the abstract and non-referential 
nature of minimal objects.50 Using non-traditional art materials translates into 
a versatile practice and large variation in possible outcomes, as the materials 
are simply that, materials. This increases the possibilities and effects, and 
allows for painting in the expanded field. The materials are not obviously 
understood as art in the same way that oils or clay would be.51 One of the 
ways that these artists incorporated space was by delineating it through line 
and colour fields utilising the walls. Materials such as wall paint were seen as 
more valuable than fine oil paint.52 The American artist Dan Flavin is a 
significant representative of minimal art who transforms space through the 
industrial material of fluorescent light tubes and audience perception.53 As 
exemplified in his work Pink out of a Corner (To Jasper Johns) (See Figure 7), 
                                                      
50 Colpitt. 
45  Judd. 
52 MoMA. “MoMA Learning: Minimalism” Last accessed 15/05/17 
https://www.moma.org/learn/moma_learning/themes/minimalism 
53 Flavin, Gallwitz, and Städtische Galerie im Städelschen Kunstinstitut Frankfurt am. 
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Flavin blurs the boundaries of the object and space through the expanse of 
light as it touches the walls, floor and ceiling.54 The fluorescent tubes can be 
understood as a form of wall painting as it floods the surrounding space with 
colour and light. Flavin bridges the gap between art and every day reality 
through the choice of industrial material and also the reimagination of the 
common space of a room. The room is seen as a box and an interior space to 
transform through the viewer’s changed perception.55 Flavin stated, “I knew 
the actual space of a room could be disrupted and played with by careful, 
thorough composition of the illuminating equipment”.56 By understanding the 
physical properties and qualities of material light, the work seeps into the 
surrounding space, dissipating the gap between the object and the room. This 
forms a spatially related work, focusing on perception and material form rather 
than narrative. As explored in Chapter Two (The Line in Space: Spatial 
Design, Perception, and Perspective), the author’s practice does not aim to 
present a narrative or representational image and this is mirrored in minimal 
works. Instead, the works aim to adopt an identity formed by staying true to 
material form rather than, for example, using traditional oil paints to create a 
new narrative on a canvas.  
 
                                                      
54 Ibid. 
55 Dan Flavin et al., Dan Flavin, Lights (Ostfildern: Hatje/Cantz, 2012). 
56 Flavin, Gallwitz, and Städtische Galerie im Städelschen Kunstinstitut Frankfurt am. 
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Fig. 7. Dan Flavin. Pink out of a corner (to Jasper Johns). Fluorescent light and 
metal fixture, (243.8 x 15.2 x 13.6 cm). Museum of Modern Art. 1963, New York. 
The focus shifts when analysing the meaning of minimal art because it is the 
external factors that create the work. That is, the use of the space or gallery, 
and experience of the spectator, as opposed to the formal elements such as 
composition and materials within an object.57 When encountering a minimal 
work, the audience responds to elements in the room that could be classified 
as ‘non-exhibited’ (although these factors are considered while creating these 
works that include the surroundings). These elements include scale and also 
architectural features.58 Wall paintings as a mode of expression can be 
investigated as a means for no longer containing the artwork within a 
displayed object and instead becomes an element within a greater spatial 
whole, occupying space and expanding art into the realm of domestic 
architecture.59 In comparison to traditional painting practice, composition 
within the canvas shifts to spatial relation within an architectural space. The 
wall painting practice of Blinky Palermo and Sol LeWitt will be explored below. 
57 Colpitt. 
58 Ibid. 
59 Mehring. 
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Artist Case Study: Blinky Palermo and Sol LeWitt Wall Painting 
Wall painting highlights the spatial dimensions of the room, merges art with 
architectural space, and simultaneously expands and delimits the space. By 
working directly onto the parameters of the space, the art object is 
dematerialised. In a sense the occupied space is no longer occupied, but 
rather the existence of defined interior space is highlighted, as well as the 
expanse of space within it.60 Although the walls are two-dimensional, they are 
the boundaries of three-dimensional space within the gallery, and therefore 
allow the work to be perceived as an environment and extend into the 
surrounding space.  
Blinky Palermo (1943-1977) expanded his painting practice into monochrome 
fields of colour and/or linear form on the walls through his large scaled wall 
paintings. His works highlight spatial characteristics of the room, and provide 
an intensive experience of space through working with the architectural 
space.61  
Fig. 8. Blinky Palermo. Modell: Wandzeichnung mit Musik (Model: Wall Drawing with 
Music), Galerie René Block. Oil crayon on walls, space: 400 x 700cm. 1969. Berlin.  
60 Ibid. 
61 Ibid. 
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Model: Wall Drawing with Music (1969), outlines the built boundaries of space 
and lived-in spaces through his line traces. Palermo’s wall paintings draw the 
audience’s awareness to the size of our lived-in spaces and simultaneously 
the presence of themselves in that space. Through expanding painting onto 
the architectural elements, his lines reflect a consciousness of space that is 
usually experienced with a constant state of obliviousness. The lines seem to 
flatten the corners, and simultaneously destabilises the audience’s perception 
of the room and space.62 With a seemingly simple practice, his wall paintings 
signify the banality of the everyday lived-in environments and lines that define 
those environments. 
 
 
Fig. 9. Sol LeWitt. Wall Drawing Number 346. 1981. ADAGP. 2012, Paris.  
 
                                                      
62 Ibid. 
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Fig. 10. Sol LeWitt. Wall Drawing Number 346. 1981. ADAGP. 2012, Paris. 
Wall paintings, due to their scale, dictate a certain interaction with the viewer. 
The audience may need to view the work from a distance in order to grasp the 
work, but also to move closer to navigate it in sections to perceive the 
elements that contribute to the work. This experience of space displays the 
work to be consisting of many components, to be put together through 
perception as though fragmented by their existence in the space.63 As the 
audience engages with the works, the artist becomes a sculptor of movement 
in space and time. The movements of the audience’s mind through their visual 
understanding and perception are mirrored in the movements of their bodies 
around the space.64  
Sol LeWitt (1928-2007) produced wall drawings that were - and still are - 
installed using the strategy of site specificity at various locations, and then 
painted over at the conclusion of the exhibition. They are then reinstalled, as 
they were, at a new site for exhibition. The various works do not change at 
each exhibition site however, they are not perceived in the same way. The 
63 Flavin, Gallwitz, and Städtische Galerie im Städelschen Kunstinstitut Frankfurt am. 
64 John T. Paoletti, "Dimensions of Drawing: The Prints of Sol Lewitt," On Paper 1, 
no. 1 (1996). 
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architectural settings are diverse and therefore, have unique relations with the 
new spaces. It is the relation to the surrounding architecture that creates 
diverse works. This is evident in Sol LeWitt’s Wall Drawing Number 346. This 
work was installed across two different rooms at a retrospective exhibition in 
Paris, 2012. The two spaces can be seen in Figure 9 and Figure 10. Wall 
Drawing Number 346 (Figure 9) changes the work dramatically as it mirrors 
shapes seen in the architectural space, highlights the dimensions of the room 
and incorporates light from the windows that reflect the shapes on the floor. 
This alters the audience’s experience of the installation as dictated by the 
dimensions of the architectural settings, and expands the work to incorporate 
the surrounding space in a way that is different to the more confined and 
compact experience of the shapes in Wall Drawing Number 346 (Figure 10).    
By studying Minimalism, it becomes clear that there are many connections 
between the ideology and execution of the movement and the author’s 
practice. Primarily the spatial expansion inherent in minimal art, the 
occupancy of space, and understanding of the audience’s perception of the 
work as they move through the space. It is evident that when creating works 
with activated surroundings, ‘non-art’ materials, and consideration for scale 
and the viewer’s perspective, the practice is undeniably in conversation with 
the works of minimal artists throughout recent history. 
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Conclusion 
Installation art’s unique link with surrounding space and the environment 
allows for a heightened awareness of the gallery walls, and researching what 
it means to occupy space in that framework, both physically and ideologically. 
When considering the production of space, it became clear that the first step 
is a reduction to the fundamentals to consider what space is, what the 
boundaries of space are, and what it means to encounter a space, in order to 
create it. Through researching this area, what at first seems mathematical 
may become much more than that, as many ideas surrounding the 
implications of working within the gallery result in a complex web of meaning. 
Although the installation art explored in this research paper are non-
representational, it is certain that artworks do not need to convey a narrative, 
be socially reflective, or be politically motivated, in order to be loaded with 
signifiers, meanings, and references that come with the environment of the 
gallery.  
The author’s exhibited installation piece in the 2017 Degree Show, due to the 
site specificity, does not incorporate all aspects explored in this research 
paper and evident in the studio research. However, all were key in the 
development of the author’s practice and are paramount to the progression 
from 2016 to the current work. As exemplified in Hard Edge (See Figure 11), 
these include the use of paint (primarily house paint to be applied on multiple 
walls), and the material choice of acrylic string. Given the unique space of the 
gallery, the materials were chosen as to mirror and work with the elements 
within the space, and hence the evolution to wired chord from acrylic string, 
and the use of fluorescent light fittings.65  
65 A work from 2016 has been chosen as an example as the work is resolved, 
installed and documented. The author’s studio practice for the duration of the 2017 
Honours program has been focused on experimentations and research rather than 
complete installations and photographed works.  
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Fig. 11. Olivia Samman. Hard Edge installation view. DedSpace Gallery, Sydney 
College of the Arts. Acrylic string, house paint, chalk. 2016, Sydney.  
Studying installation art not only allows for a growth of knowledge about the 
specific area of art making but also aids in understanding art in general. This 
is because the practice highlights, in a physically involved and literal way, the 
process through which viewers see and perceive art, the importance of the 
viewer’s subjectivity and movement, perception, and perspective. When you 
begin studying perception and space as an artistic strategy, links form 
between art and every day perceptual experience. This helps in 
understanding how we process environments on a daily level and therefore, 
allows artists to play with space, audience movement, and to be able to 
anticipate these elements when creating works that construct environments to 
be encountered. Through studying the key elements of space-orientated art 
with a significant relation with the viewer, and relating it to artists throughout 
recent history and movements, works can be made in a way that considers 
these more consciously, and contributes to a collective history of installation 
within the gallery. 
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